slowly building an academic momentum, coupled with a growing interest in unofficial archives, preservation of orphan films, home movies and found footage workepitomized by Rick Prelinger through his writing, films, and archivist role. (2010) , and Karen I. Ishizuka and Patricia R.
Subsequent collections such as Efrén Cuevas' La Casa Abierta, el cine doméstico y sus reciclajes contemporaneous

Zimmermann's Mining the Home Movie: Excavations in Histories and Memories
(1998) have continued to reflect on non-professional filmmaking practices in 1 The original article, "The age of the amateur will return" was published in Chinese for the book Yigeren de yingxiang: DV wanquan shouce, edited by Zhang Xianmin and Zhang Yaxuan (Beijing: China Youth Publishing, 2003 . The project's goal was to recover Irish amateur movies from a period in which the lack of domestic professional film production resulted in a depiction of Irishness from the outside, mainly through the perspective of England and the United States. As part of the project, an international conference on amateur cinema was held in 2010-"Saving Private Reels"-from which the present collection stems.
As such, Amateur Filmmaking is certainly a widely varied and eclectic collection of articles, but also delightful in its discovery of a territory largely ignored by scholars until very recently. Indeed, the book's table of contents reveals there is much to talk about and suggests many exciting and thought-provoking avenues for further research. But the varied nature of the collection does not mean that the book is a chaotic mixture, since the editors have divided the twenty-three articles into six chapters, each gravitating around a particular approach to amateur cinema: acknowledging only professional film as official national film production-since it allows key cultural artifacts to slip into oblivion-and calls for scholars to devise methodologies and models that draw out the significance of these texts in innovative ways. Her claim resonates with Heather Norris Nicholson's "Cinemas of Catastrophe and Continuity" in which she suggests that we approach amateur film as an underrecognized twentieth-century vernacular art form. Both articles involve a move from the scholarly consideration of amateur films as mere historical artifacts to an assessment that includes their aesthetic and affective qualities.
Given the young age of this new area of interest, a concern for finding adequate methodologies for the study of amateur film is consistent throughout the volume.
Roger Odin uses a semio-pragmatic method, theorizing a "space of communication"
created by home movies, both in their private viewing and subsequent public circulation. It is interesting to contrast this communicative approach with the negotiation of the self put forward in most of the articles dealing with the digital age and the amateur as auteur. This space of communication and the negotiation of the self leave aside the political and cultural economy of amateur film, which is the approach put forth in the closing chapter. These last three articles look at how amateur films can circulate as commodities, but also provide an alternative political economy for film. Despite these differing methodological approaches, all contributions consider amateur films worthy cultural and historical objects of study. In this, they follow the work of Giovani Levi (2001) and Ranajit Guha (2003) Indeed, the recent explosion of multiple non-professional technologies of expression, distribution and exhibition-digital cameras, phones, editing software, Youtube, social media and sharing platforms, mobile apps such as Instagram, etc-calls for further engagement with the figure of the amateur. But it is important to remember that this is a "return", not a new phenomenon. This is precisely the biggest virtue of Amateur Filmmaking; to look into the future of amateur film by looking back first,
